. Elsewhere in the Palace, bewildered children and nostalgic adults wander into the Museum of Technology, for the last decade or so functioning as a perpetually almost-bankrupt cabinet of technological curiosities. They clamber through imitation mine shafts and climb into 1950s Soviet space capsules.
They sit down in darkness for a séance with the Glass Lady. As the Glass Lady rotates, successive sections of her viscera light up, while a cassette-recorded voice sheds light on the mysteries of the human body (Fig. 3) . Thespians file into one of the Palace's four theatres. University students snooze in wood-panelled lecture halls on floors 11 and 12. Palaeobiologists, economists, science educators and psychologists -fellows of the Polish Academy of Sciences -populate floors 21 to 26 . The now-defunct Polish Communist Party, meanwhile, used to hold its grand congresses in the 3000-seat Congress Hall, Warsaw's largest indoor spectator stage. The Rolling Stones, Miles Davis and many of the jazz greats have played here too. Today, celebrity-laden premieres and product launches, beauty pageants, blue chip art projects, big-name gigs and yet more political congressessuch as those of pan-EU political factions -continue to electrify or bore audience members sat in the Hall's red upholstered seats (Fig. 4) . Foreign tourists mingle with local lovers at the tip of the Palace's tower, on the 30 th floor cloistered viewing terrace (Figs. 5-6). They are drawn by the panoramic views of Warsaw, the howling wind, the eerie, monumental, sandstone-clad setting (and the licensed bar).
Cherchez le Palais
Despite almost thirty years of discussion devoted to the idea of demolishing the Palace or filling the void around it with a forest of even-taller skyscrapers, the Palace is still the tallest building in Warsaw (indeed, in Poland), while Parade Square is still the biggest urban square in Europe. In reference to their own perceived 'obsession' with the Palace, with its enormity or with its traumatic historical associations, with its prominence in the everyday lives of their city, the inhabitants of Warsaw frequently joke or lament that they suffer from a 'Palace of Culture complex'. 5 In the anthropologist's elaboration, the Nuer 'social idiom is a bovine idiom … Most of their social activities concern cattle and cherchez la vache is the best advice that can be given to those who desire to understand Nuer behaviour.' 6 Rather like Sigmund Freud's 'Oedipus complex' and its marginal place in contemporary psychoanalysis, 7 the idea of the cattle complex has (thankfully) long fallen out of favour with
Africanists. Nevertheless, I would like to suggest in this article that the heuristic of the 'complex'
can, when juxtaposed with the Soviet Constructivist idea of the 'social condenser', be adapted for fruitful use in ethnographic or ethnohistorical studies of architecture and urban planningespecially those which deal with situations, where a single large building or planning ensemble, like a monumental axis or city square (otherwise known as an architectural 'complex') occupies (or was designed to occupy) a prominent place in the social life of an entire urban organism.
Towards the Supreme Building
In an attempt to compare the Africanists' cattle complex to a corresponding 'pig complex' suggested by Melanesianists, Andrew Strathern points out that this usage of the term 'complex' has a 'nice ambiguity'. It suggests, Strathern writes, 'both some kind of psychological fixation and the complex ramifications of the uses to which these animals are put'. 8 12 Although the 'condensatory' influence of the Palace is limited to the sphere of Warsaw, I argue that it makes for the only instance in the world of a successfully-built 'Supreme Building', which constitutes a social and spatial focus for the entirety of a large city (if not for a whole ideological universe). In other publications, I have attested in detail to the manner in which the Palace's complex-generating capacity is the product of the 'complex set of functions' which literally 'condense' large amounts of people within its walls and environs; of its nodal location within the city; of its enormous size and symmetrical shape; and of the capacity of its Palace's 'forcefield' to trigger quite extraordinary affective and emotional responses. 13 A key point I make here is that -with the exception of its symmetrical axiality, which is a Stalinist innovationall of the other components of the Palace's architectural power named above can be connected to the influence of a Constructivist political aesthetic.
Conductors and Condensers of Socialist Culture
The most extensive initial formulations of the idea of the 'social condenser' were provided by the One striking aspect of the Constructivist narrative on 'social condensation' was the relentless extent to which the electro-magnetic aspect of this metaphor was hammered home.
Cultural historian Katerina Clark draws attention to the fact that Ginzburg makes use of the term 'condenser', referring to an apparatus which brings about changes in physical processes through electricity. This, says Clark, implies an identification with Lenin's famous 1920 dictum:
'Communism equals [Soviet power] plus the electrification of the entire country.' 15 Further, Clark specifies that the trope of the 'condenser' suggests not merely the conveyance of electric current, but its intensification. The social condensers were not meant merely to distribute ideological energy throughout city and society. Instead, in Clark's words, the task of the social condenser was to provide the material conditions of existence on whose ground, 'through its byt, that is, through the ordinary and everyday, society would, paradoxically, attain the extraordinary.' 16 I think Clark's analysis suggests that the Constructivists' 'electrification' of architecture can be read, therefore, as a precursor of the Socialist Realist ambition to harness -and politicise -the power of the sublime in architecture. 17 which can also be translated as 'social power plant'. 22 According to Lissitzky, the 'power sources of old order' (churches and the old palaces) 'can only be transcended by establishing new power sources belonging our new order'.
Tracing a trajectory through the debt which Warsaw's Stalinist 'social condenser' owes to various Constructivist 'Supreme Buildings', it is imperative to mention Tatlin's Monument to the Third International, a 400m structure intended to straddle the River Neva at the entrance to Petrograd ( Fig. 7: Tatlin photomontage) . Although the tower concept dates from 1919, two years before the term 'constructivism' was first used, Tatlin's colossus can clearly be seen as the foundational project of the Constructivist canon. As well as containing the headquarters of Comintern -the global centre of international communist power -Tatlin's tower was to have a literal electro-magnetic function; its top level was to house, in Nikolai Punin's summary, 'all the various means of broadly informing the international proletariat, and in particular a telegraph,
projectors for a large screen located on the axes of a spherical segment, and a radio station, the masts of which rise above the monument'. 23 All sorts of other kinds of energy -not least cosmological -were to be concentrated and transmitted by Tatlin's tower, whose three levels were to rotate (from bottom up), at yearly, monthly and daily speeds. The cosmology of Tatlin's Babylonian tower, however, was to be one of the communist victory over the cosmos, over God, over nature and of Victory over the Sun. It being 1919, the sun's power could not directly be harnessed to power the tower. Instead, the desire to keep the tower turning was a statement of confidence in the Soviet imperative to electrify the Soviet Union, as expressed in Lenin's abovecited dictum.
Punin's pamphlet links the tower's cosmological and electrical power further to a politicalepistemic energy, in declaring: 'We maintain that only the full power of the multi-million strong proletarian consciousness could bring into the world the idea of this monument and its forms'; as well as to the might of the human body: 'The monument must be realized by the muscles of this power', he writes. 'The form wants to overcome the material and the force of gravity, the strength of the resistance is enormous and massive: straining every muscle, the form finds an outlet through the most elastic and rapid lines which the world knows, through spirals. They are full of movement, aspiration, and speed: they are taut like the creative will and like a muscle tensed with a hammer.' without any concern for the city as a whole' -were to accommodate 'offices and institutions' in their highest, horizontal sections. This core, usable part of the structure would be raised on three supporting pillars (achieving 'maximum usable area for minimum structural support'), integrated into the transport system, one of which would descend into the ground to function as a metro station, while each of the other two formed street-level tram stops.
Kompleksnyi Constructivism
As Groys' canonical analysis makes clear, 28 like the Stalinists after them, the Constructivists aspired to turn the city into a totality: 'We consider that the part is subordinate to the whole and that the system of the city determines the character of its structures', wrote Lissitzky. there were initially to be eight of these tall buildings, although only seven were built. Stalin's towers were also formulated as critiques of the American skyscraper (the open space which surrounded each of these towers, it was claimed, highlighted that they were not built with a profit motive in mind) although they were determinedly vertical and bore a striking resemblance to some pre-1939 North American highrises. Their placing and spires are commonly described as being arranged in relation to the towers of the Kremlin wall. 31 In Karl Schlögel's description, however, The Palace of the Soviets -in the original brief and in the final instance -was to accommodate a multiplicity of functions: the main government centre of the Union, a cultural centre for theatrical and musical performances, congress halls and conference rooms, the largest of these designed to hold over ten thousand spectators. 35 Like the various avant-garde projects for 'Supreme Buildings' described by Khan-Magomedov, it was to be kompleksnyi. The seven Stalinist high-rises actually built, however, all fulfilled single functions (a university, the ministry of foreign affairs, a hotel, a residence, administrative offices): they were not kompleksnyi; in themselves, it would be difficult for them to function as 'social condensers' without the existence of the pivot which was supposed to hold them together. Although the Palace of Culture borrowed its bombastic scale and extravagant aesthetic from these buildings, most clearly from Moscow State University Crucially, the forcefield, within which the Palace exerts its condensatory impact, reaches far beyond these thick walls. Wherever you go in Warsaw, the Palace follows. 45% of Varsovians can see the Palace from their windows, either at home or at work. 45 The figure of the Palace stars in movies, novels and comic books, graces art installations, pop anthems, adverts, urban myths and legends. As a motif on t-shirts, sweaters, hats, tote bags, earrings, brooches and tattoos, the Palace imprints itself pervasively onto the bodies of the city's inhabitants. 46 But its dominance over the city is not limited to the symbolic sphere. It marks the absolute centre of Warsaw -once a polycentric city, which had no clearly-defined, singular core space. Today, the sheer intensity and The Palace's effectivity, then -as an actualisation of these Stalinist-holistic desires -is derived from its ability to interact with the city as a totality. In other words, the Palace Complex (as both a city-building and city-debilitating phenomenon) works not by means of a Koolhaasian embrace of complexity, instability or chaos. It works, because the Palace itself is complex, big and well-located enough to be able to concentrate (or condense) so much of the city's complexity in one place. Rudnev's Palace is a better Constructivist 'social condenser' than anything Koolhaas has designed, because of the properly kompleksnyi social and aesthetic relationship of totality which Warsaw's 'Supreme Building' was able to establish with its host city. And it would never have been able to establish this relationship of totality if its design and construction were not motivated by the communist ambition to 'revolutionarily transform the city', 57 and to 'transform the infrastructure of social ties' within. 58 
